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In a speech to his colleagues at the 1901 Congress of Publishers in Leipzig, one publisher proclaimed that a Louis XIV, of the Medicis, of a Maecenasin short, all the famous figures whom history recognizes as protectors of literature. Discovering meritorious emerging talent, helping it along in its earliest stages, encouraging it, supporting it, often providing it with the means it needs for its self-development, strengthening it and if necessary protecting it against its adversaries, insuring in general a carefree existence for the musesdo we not do this every day?
In pointing out the resemblance of publishers to patrons, this bookman recognized a phenomenon of which contemporary writers, too, were becoming increasingly aware-although the writers viewed the situation rather differently.
The obscure, disgruntled author Erich Eckertz, for example, complained in 1913 that the dependent relationship of a writer to a patron, which was so common during the Renaissance and even in Goethe's day, appears today to be changing into a dependency of authors toward publishers. A publisher behaves toward his writers like the prince did in those days, and one can look forward with foreboding to an epic poem in which the hero is not one of the Medicis, but rather a modern publisher. Whether it was seen as a beneficial or detrimental development, cultural patronage by German publishers was an intriguing aspect of Wilhelmian and Weimar intellectual life. By the late 19th and early 20th century-a time when small, highly personalized, and strongly programmatic houses comprised a larger portion of the German publishing industry than under today's large-scale business conditions-many publishers had assumed the functions previously performed by traditional patrons and were using their unique resources to patronize individual intellectuals or entire cultural movements.
The traditional courtly, aristocratic, or patrician patrons of the early modem era had a complex but mutually beneficial relationship toward the intellectuals whom they patronized. The most obvious service of the patron, of course, was to provide material assistance or total support to an artist, thereby allowing him to devote his full energies to intellectual work. By throwing the prestige and influence of his own name or his court behind an intellectual, an aristocratic patron was also able to confer greater respectability and influence to his protege. Occasionally an influential patron helped secure some public office for his protege, which also served to increase the intellectual's income, influence, or social standing. Patrons traditionally functioned as spokesmen and protectors for their artists, shielding them from attacks by authorities or by artistic rivals.
In return for the services rendered their prot6ges, patrons expected loyalty, endorsement, and acquiescence.
They frequently obtained some control over the material their artist-proteges produced and sometimes used this material for their own larger ends. Indeed, many patrons sought out intellectuals because their talents could be useful in furthering the political or ideological affairs of the patron. A patron usually viewed his patronage as an investment in an intellectual; the patron would be repaid when a successful artist's work brought recognition, political advantage, or social prestige to the patron or his court. Patrons thus received as much from a patronage as did the protege; few patrons acted out of pure altruism.
Traditional patronage benefitted not only individual artists, but intellectuals as a social group. In helping writers obtain money or office, patrons helped raise the general social standing of intellectuals. And in cases where aristocratic patrons brought proteges to their court and put them in contact with educated court circles or urban audiences, they helped writers gain new opportunities for self-expression and assisted in breaking down their social isolation. author, Hans Giinther, who seemed just the man to write the definitive racial handbook which Lehmann had long been planning. Lehmann persuaded him to resign from his teaching position in order to devote full time to the book; during the subsequent two years Gunther spent at the task, Lehmann assumed his living expenses.9 When one of Diederichs' authors, Hermann L6ns, fell on hard times and could not afford to purchase Christmas gifts for his family, the publisher sent him a sum of 200 Marks with no strings attached. Diederichs felt a deep personal responsibility toward Loins and his family, and after the author's death served as paternal benefactor to his widow and child.10
The two publishers acted as financial patrons in another important way: both were willing to incur financial losses for their houses in order to publish books which they knew in advance would not be commercially successful, but which they considered to be politically or culturally necessary. Lehmann, for example, calculated that over the years he had sacrificed one-fourth of his income in order to publish the kind of nationalistic and volkisch literature in which he so ardently believed.11 Even though he expected the undertakings to incur large financial losses, his house proceeded with such projects as K.L. Schemann's multi-volume Die Rasse in den Geisteswissenschaften and the journal Deutschlands Erneuerung. The latter cost the Lehmarm firm some 12,000 Marks per year, but Lehmann told his readers: our journal was not created for profit, but rather solely to prepare for and assist in Germany's spiritual renewal. The weapon which our journal represents will be maintained, even if it can be preserved only by absorbing great losses over a long period of Lehmann often declared his willingness to accept financial losses if in the process he could achieve his goal of educating the German nation in vblkisch ideas.13 Similarly, the Diederichs house willingly absorbed substantial deficits with its eighteen-volume Politische Bibliothek series, with its journal Die Tat (which cost the firm 29,000 Marks annually by 1929), and with other works.14 "I decided on all manuscripts which were offered to me," Diederichs said, according to whether or not they still appealed to me after I had read them. I never cared about public tastes nor did I calculate in advance the chances of a book's success.
It was enough for me that I realized a book had been written from an inner necessity of the author's and that the experience of reading it kindled something within me. But to be sure about that, I had to have a close personal relationship with my authors; the feeling of being able to help them gave me the heightened sense of life I needed.15 However, officials continued to be concerned over the uninhibited sexuality of the Muck-Lamberty cult and moved to expel them from Thuringia. Diederichs, through several press articles, urged toleration of the cult's antics. Finally, when suppression seemed imminent in February 1921, Diederichs, in his role as a recognized and respected authority on youth movement affairs, wrote to the state Minister of Culture to plead Muck-Lamberty's case and to give it his own personal sanction; to gain additional public sympathy and support for Muck-Lamberty, the publisher also sent copies of the letter to various newspapers and journals.25
Sacrifices of this kind were not at all uncommon in German publishing
What the publishers did to aid and support individual writers, they did also for entire groups of authors, for cultural movements. By placing the considerable influence, prestige, and resources of their houses behind specific intellectual movements, they helped the causes gain a recognition, respectability, and influence they would otherwise probably not have achieved. For example, Diederichs more or less adopted the German youth movement and associated his house closely with it; he regarded himself as the movement's "sponsor" (Pate) and "solicitor" (Anwalt In an accompanying circular to the Aufruf which Diederichs sent to key people, he "speaks on behalf of the Festival" in asking recipients to compose short statements in favor of the Festival or to sign the Aufruf "so that the Festival will find the press coverage it deserves. In a similar way, Lehmann almost single-handedly created the cause of "racial science" (Rassenkunde) in the Weimar Republic and placed the full resources of his house behind it. His firm gained a virtual monopoly on racial publications and became one of the movement's foremost advocates.
As a publishing house already world-renowned for its high-quality medical publications, the Lehmann Verlag was able to confer to racial eugenics a pseudo-scientific legitimacy. In doing so, his firm not only helped individual artists34 (many of whom first gained public recognition through their graphics work for the Eugen Diederichs Verlag), but also helped popularize the new Jugendstil art movement as a whole. Traditional patrons often commissioned their proteges to produce specific works which would aid the patron in his own social or political pursuits. This not only had the effect of drawing the proteges into the realm of political affairs, but it also meant that the patron was the real motivating force and directing influence behind the production of many cultural works. The publishers Diederichs and Lehmann, too, had broad cultural and ideological goals which they hoped to fulfill through their publishing house programs, and both were continually seeking out and commissioning authors to carry out specific projects.
Diederichs believed it to be an inherent part of his calling as a publisher to invoke (anregen) writers to work on specific themes and to encourage authors to popularize certain ideas. The cultural patronage performed by so many modern German publishers is a social phenomenon whose origins lie deeper than in simply the personalities of individual publishers. Under modern (i.e., post-18th century) conditions, a large reading public and comprehensive copyright laws have made it possible for writers to live solely from the proceeds of their writings. These developments freed writers from their traditional dependence on some conventional occupation or their reliance on wealthy patrons for a stable income, and permitted the emergence of the independent, professional writer. As writers passed from dependence on patrons to dependence on the impersonal book market, however, they at the same time became more dependent on publishers, whose function it is to mediate between the writer and the reading public by providing a commercial mechanism to exploit the market. In this sense, writers did exchange dependence upon patrons for a dependence upon publishers, at least temporarily. As writers became more self-conscious and organized their own interest groups to reform copyright laws, fight for higher honoraria and royalties, and generally to press their own interests vis a vis 40 century the process by which publishers supplanted patrons was still taking place, and forms of the traditional patronage relationship survived into the 20th century. While some writers resented their publisher-patrons because of the continued financial dependence involved in the relationship, others recognized that publishers had also inherited many of the beneficial functions of traditional patrons. One author, for example, when asked for his opinion of publishers, commented that in the modern confusion and competition of new cultural movements and cliques, each struggling for recognition and success with the public, the publisher had now become one of the most powerful allies of the modern artist. For it is the publisher who must know the difference between what has worth and what is worthless, otherwise they themselves will not survive. The living, changing, and mutually beneficial relation between the artist and manager (i.e., the publisher) is more healthy than the frozen, empty, and painful meeting of artists and traditional patrons.
For it is only the commercial side of the practice of art, (handled by publishers, impressarios, and managers,) which makes it possible for the artist.. .to receive his means of support and his means of existence not as an allowance, but rather empowers him to earn those means himself, and in so doing, esta- 
